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Real knowledge arises through confrontations with real things. 
Ian Bogost, Alien Phenomenology1 
                       
                                                        1 Ian Bogost, Alien Phenomenology: or What It's Like to Be a Thing, (Minneapolis: University of Minnesota Press, 2012), 92. 
  
2012 – 2013. Installation view.  
 
  
2013. Etching. 16” x 16”. 
  
 
 
 
 
2013. Etching. 16” x 6”. 
  
 
2012 – 2013. Installation view.  
  
2012. Wax, lath, plaster, roofing cement, ink. 2’ x 3’ x 3’. 
  
 
2012 – 2013. Installation view. 
  
 
2012 – 2013. Installation view.  
  
 
2012. Plaster. 6” x 3” x 4”. 
  
 
2012. Plaster. 8” x 3” x 3”. 
  
 
2012 – 2013. Installation view.  
 
Objects are composed of matter and have presence, but the degrees of presence vary from object to object. A resolved 
thing2 has more presence than something unresolved. In this body of work, I strive to create more presence, determined by the 
materiality and the relationship of one piece to another. Material mandates form. By negotiating and engaging with the 
capability—the limitations and potentials—of materials, thinking plastically informs the work. Plastic thinking is the act of 
making located in a subconscious processing of information, where movements explain more in sculpture than words. Through 
the relationship of the objects, presence can also be achieved—the dialogue between the sculptures enhances the qualities of 
one to another while also determining their context. This body of work shows an exploration of process, material, scale, and 
site. 
 I make things to understand this impulse. Process is presented in this series of sculpture through degree of resolution 
and quantity, where many unresolved pieces are made in order to make one thing that is an object in itself. By responding to 
the issues of the previous object, the newest piece is an attempt to address the unresolved issues. This process blurs the 
differences between being and becoming. Being and becoming both have presence, to a different degree, and both can have 
resolution, but becoming can be unresolved while being cannot. Because a significant presence is the intent of this body of 
work and because being and becoming have presence, a fully resolved piece might never exist—a sculpture can have moments 
of resolution, but this is also a matter of degree, where something can always be more or less resolved. This perpetual sequence 
requires both the process and objects to inform the other. Looking at the traces—becoming things—in relation to the resolved                                                         
2 I use “thing” and “object” interchangeably.  
 
objects creates a whole: it is an object that is simultaneously in relation to another object and independent. An individual 
sculpture anticipates the next but should also be able to live alone; the object that can exist by itself makes the link with 
another component more intentional. Through the process of making, the quantity of objects shifted my understanding of the 
pieces as separate entities. I originally thought about things in isolation, but as more sculptures populated installations, the 
objects gained further presence through relationships to one another and to the process.   
Materials have a capacity that impacts the made object; it is the coming together of material and form that gives these 
objects their vitality. This capacity is not agency—the materials do not have intent—but their capability is as affective as 
agency; materiality is able to influence how an agent interacts with matter. Engaging with the capacity of things requires 
understanding the potential of each material in order to resolve the objects, so that they can exist without a human participant. 
An object that does not need a human to activate it has a greater presence. Through self-activation, the objects can have a 
dialogue with each other, requiring the viewer to enter their conversation as another object, acknowledging the potential of 
materials. Because material capability is important to this body of work, at times I became a passive agent while making the 
objects. This compromises full potential and many pieces are left at the moment right before being. A compatibility with the 
material requires a balance between engagement and control; too much control can overpower and suppress the presence of the 
object, while too little does not force the object to its potential. The plaster and (traces of) steel pieces are controlled accidents. 
Made from steel molds in which the plaster is poured in, there is little control of the surface in the making of these objects. I 
can predict, to some extent, what the surface is going to do—steel that has rusted or has plaster residue from other pieces 
 
usually creates a “dirtier” surface: deeper shades of rust and sometimes even black mold transfers—but most are surprising. It 
is interesting how the plaster reacts to the steel to create a surface. In an attempt to preserve the immediacy of the object, the 
pieces are not further manipulated once they have been removed from the mold. Because I choose not to revise the objects 
once they have formed, they exist in a state of becoming. These unresolved pieces are vital to the group as a whole because 
they create variation. If all of the objects were completely resolved, then there would be no movement throughout the group; 
the unresolved pieces in relation to the resolved ones create a rhythm. The ordering of the objects, determined through their 
potentiality, creates a dynamic whole. 
As Yi-Fu Tuan describes,3 space is known, first and foremost, through the body. Conditioned through environments, 
movements are determined as a reaction to space. These sculptures are life-scale—plastic thoughts formed in response to space 
because the body innately understands the relationship of its scale to other objects. Scale is a spatial boundary that contains 
things, and size is determined through measurement. Many of the objects that populate environments are life-scale because the 
built environment is made for humans and by humans, who also populate it. The plaster and wax covered pieces are most 
obviously life-scale because they are roughly the same size as a human body, but the plaster and (traces of) steel pieces are 
also life-scale because their size corresponds to other objects within the life-scale range. Because of the correlation between 
spatial understanding and process, it is difficult to make objects at a scale that I do not have a reference—this body of work 
exists at my scale.                                                          
3 “The mind learns to grapple with spatial relations long after the body has mastered them in performance.” Place and Space: The Perspective of  
Experience 
 
Vast empty spaces are ambiguous and disorienting because of the absence of objects that could act as landmarks. This 
requires a new process of looking that takes more time, where the subtleties of the landscape do not become obvious in a quick 
glance but through prolonged scrutiny. Looking briefly, a gradually shifting horizon line can seem monotonous, but in closer 
inspection, movements and variation are present. Henri Lefebvre explains that space is comprised of objects in relation to each 
other; their linkages produce space too.4 Siting material things creates relational space. Through the creation of a web of 
objects, reactions to an environment are guided. Objects informed from familiar things are used to create a place. By making 
links between pieces, a point of reference is established and I can site myself in space—as relationships from one thing to 
another form, spatial understanding allows for experiencing and processing new environments and spaces. Yi-Fu Tuan 
explains, “to experience in the active sense requires that one venture forth into the unfamiliar and experiment with the elusive 
and uncertain.”5 New experiences with space challenge bodily engagement because it becomes apparent how past experiences 
and regularly inhabited environments have shaped movements. It is in new locations that new landmarks need to be located to 
situate and to begin understanding these new movements and responses. By siting sculpture, location is determined and objects 
are realized in context. 
 These objects are propositions that express present notions at the time of their creation. Formed through plastic 
thinking, this series of sculpture presents a timeline of ideas that connects thought processes. This is a body of work about 
what happens from one object to the next. As statements on process, material, scale, and site, more information is present in                                                         
4 Lefebvre, Henri. The Production of Space. Trans. Donald Nicholson-Smith. Malden, MA: Blackwell Publishing, 1991. 
5 Tuan, Yi-Fu. Space and Place: The Perspective of Experience. Minneapolis : University of Minnesota Press, 1977. 
 
the conversation between these objects, than as sculpture in isolation. Through the tension of objects being and becoming, 
differences are created; each piece becomes a subtle shift of form within the whole. Siting these objects within an installation 
contextualizes the conversation about the interaction and collaboration of objects in the world.  
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